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[TT]Latin American Film
[A]Mirna Vohnsen, Technological University Dublin
[H2]1. General
The scholarship on Latin American film in 2020 points to a diverse and vibrant field of study
that encompasses a wide range of themes. This year the representation of indigenous peoples as
well as the studies on youth and transnationalism have caught the attention of several scholars.
Another topic that has gained importance is the revisiting of films, filmmakers, and performers
from the 20th century. Volume 17, number 2, of Studies in Spanish & Latin American Cinemas,
which is devoted to Mexican documentaries from the last century, is a poignant example of this
development. Aside from these topics, gender and sexuality, domestic labour, violence, crisis,
politics, memory, the family, ethnicity, oppression, and marginalisation are some of the many
issues explored in the publications from 2020.
[H4]Latin America
Paul A. Schroeder Rodríguez, Una historia comparada del cine latinoamericano, trans. by Juana
Suárez (Madrid: Iberoamericana Vervuert), 481 pp., is a translation into Spanish of Latin
American Cinema: A Comparative History (Oakland: University of California Press, 2016).
Drawing on Paulo Antonio Paranaguá’s approach to the study of Latin American film, Schroeder
Rodríguez maps a comparative history of the national cinemas of Latin America. The ten
chapters that make up the book are organised around every major cinematic period in Latin
America: silent cinema, studio cinema, neorealism and art cinema, the New Latin American
Cinema, and contemporary cinema. As the author explains, the book discusses chiefly, but not
exclusively, narrative films, paying particular attention to the biggest film industries in the
region, namely Argentina, Mexico, and Brazil. The analyses of approximately fifty films are
informed by the theoretical framework of multiple modernities, a concept he deftly lays out in
the introduction of the volume. This approach allows Schroeder Rodríguez to show the shifts in
Latin American cultural history and to examine, among others, issues of race, gender, and
nationalism. This informative and well-written text will be ideal for undergraduate courses
devoted to Latin American film. Through the University of California Press website, Schroeder
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Rodríguez provides a very useful sample syllabus on Latin American cinema based on his
publication.
Domestic Labor in Twenty-First Century Latin American Cinema, ed. Elizabeth Osborne and
Sofía Ruiz-Alfaro (Cham: Palgrave Macmillan), xiv+242 pp., is a welcome addition to the
growing scholarship on the figure of the female domestic worker and the theme of domestic
service in the cinemas of Latin America. The volume explores the cinematic representation of
the way gender, socioeconomic, and racial differences ‘operate within the labor relationship that
defines and characterizes most female domestic work—one that goes beyond the physical tasks
to include the emotional care implicit in the domestic workers’ interactions with the families that
employ them’ (2). The unequal power relations between employee and employer within the
domestic space lie at the heart of this book. The nine essays that make up this edited collection
engage with the master-servant relationship; the perpetuation of both social inequality and power
imbalance in Latin America since colonial times; the myth of the perfect maid; the visibility of
female domestic workers in Mexican, Chilean, and Brazilian films; domestic labour in the
Colombian countryside; and the Latina maid in Hollywood. Aside from the essays, there is a
comprehensive filmography listing Latin American documentary, short, and feature films on
domestic labour, released after the year 2000. Key images of the films discussed are reproduced
to good effect in the book. This volume will be equally relevant for specialists and newcomers to
the burgeoning field of domestic labour in film.
Laura Podalsky, ‘Cosmopolitanism, Modernity and Youth in the 1960s: The Transnational
Wanderings of Teen Idols from Argentina, Mexico and Spain’, Transnational Screens, 11:136–
154, is an interesting article that examines co-productions between Argentina, Mexico and Spain
from the 1960s. Focusing on the young protagonists in the films—Argentine Palito Ortega,
Spanish Rocío Dúrcal and Mexican Enrique Guzmán—Podalsky argues that the stories promote
a form of vernacular cosmopolitanism by bridging tradition and modernity, Europe and Latin
America as well as the older and the younger generation. The article gives insights into the
dynamics of the Mexican and the Argentine film industry during the 1960s.
Manuel Betancourt, ‘Melodrama, Telenovela, and the New Latin American Women’s Picture’,
Film Quarterly, 74:95–99, is a brief but perceptive discussion of how current Latin American
cinema has managed to rework the genre of the melodrama by debunking the tenets of patriarchy
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and bringing the lives of its female characters to the foreground. Drawing on Matías Meyer’s
Amores modernos (2020), Pablo Trapero’s La quietud (2018) and Karim Aïnouz’s A vida
invisível (2019), Betancourt highlights the importance of women’s agency in contesting the
notion of the patriarchal family, one of the staples of melodrama.
The theme of transnational memory is addressed in Caterina Preda, ‘The Transnational Artistic
Memorialisation of Operation Condor: Documenting a “Distribution of the Possible”’, Journal of
Latin American Cultural Studies, 29:251–269. This is a compelling article that deals with three
artistic projects, the documentary photographs of João Pina in his project Condor (2005–2014);
the documentary film by Pedro Chaskel, De vida y de muerte, testimonios de Operación Cóndor
(2000–2015); and the work of Voluspa Jarpa in En nuestra pequeña región de por acá (2016–
2017). These projects memorialise the infamous Operation Condor, a South American military
campaign aimed at eliminating left-wing opponents in the 1970s and 1980s. Preda argues that
‘artists can contribute to the production of a transnational memory of atrocities, such as those
exemplified by OC, by employing three types of artistic strategies’ (3), namely visibility,
documentation, and dignity restoration.

Two transatlantic studies covering the cinemas of Spain and Latin America have been published.
Inusuales: hogar, sexualidad y política en el cine hispano, ed. Jorge González del Pozo and Inela
Selimović (Madrid: Iberoamericana Vervuert), 284 pp., is an edited collection on the link
between home, sexuality, and politics in Latin American and Spanish cinema. Divided into three
parts—emotional displacements, corporality and erotic transgressions, and domestic disputes—
the volume seeks to shed light on the cinematic representation of the unusual; that is, behaviour,
subjectivities and emotions that deviate from the norm or what is considered acceptable. As such,
the focus of the volume is on foregrounding the private sphere not only to show how liminal
characters question the patriarchal family, the meaning of home, and normative sexuality, but
also to promote the inclusion and acceptance of non-normative behaviour. The book sheds new
light on an area of Latin American film that is growing in noteworthiness. Cine y cultura popular
en los 90: España-Latinoamérica, ed. Manuel Palacio and Vicente Rodríguez Ortega (Berlin:
Peter Lang), 301 pp., explores the cinema, television, and music of the 1990s in Spain and Latin
America. In a well-written introduction, the editors argue that the 1990s was a decade of
enormous changes for both Spain and Latin America. While the book consists of three parts,
3

only part one contains an essay devoted entirely to Spanish American film: Tamara Moya Jorge,
‘Etnicidad y autorrepresentación mapuche (Argentina), gitana (España) y maya (México) en la
obra de tres mujeres realizadoras’, 69–84. This chapter offers a comparative study focusing on
the documentaries by three women filmmakers, Myriam Angueira, Pilar Távora, and Ana Rosa
Duarte, whose stories are told through self-representations. Moya Jorge contends that the
depiction of women in the documentaries challenges normative representations of the Mapuche,
Gipsy, and Maya communities. Apart from Moya Jorge’s essay, the book includes two other
chapters that underline the cultural link between Spain and Latin America, but the focus of these
is on Spanish film. Miguel Fernández Labayen and Christopher Meir, ‘Estudiar cine en Cuba: la
importancia de la Escuela Internacional de Cine y Televisión (EICTV) en el cine español y
latinoamericano de los 90’, 85–104, survey the important role played by the Cuban Escuela
Internacional de Cine y Televisión in the training of Spanish students during the 1990s and the
positive impact this had on the development of Spanish film in the first decade of the 2000s.
Sagrario Beceiro and Ana Mejón, ‘Coproducciones internacionales españolas en la década de los
90’, 105–124, examine the positive impact of international co-productions on Spanish cinema.
Their essay provides an overview of three cultural support funds: Eurimages, MEDIA, and
Ibermedia.
[H4]2. Individual countries
[H4]Argentina.
Santiago Oyarzabal, Nation, Culture and Class in Recent Argentine Cinema: Crisis and
Representation (1998-2005) (Woodbridge: Tamesis), xii+184 pp., is a study of cinematic
representations of social crisis in Argentine narrative films during the period 1998–2005. The
focus of the monograph is ‘on the ways the fictional cinema of the time showed and inflected the
transformations Argentine society was going through, and the dialogue it established with its
mostly local, middle-class audience’ (1). As such, the book revolves around three axes:
Argentine cinema, audiences, and culture. Each of the four chapters that make up the book
combines the cultural context surrounding the time when the films were released, close textual
analysis, and the connection between the films and Argentine society at large. Oyarzabal
provides a solid socio-political contextualization and theoretical underpinnings in each chapter
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before embarking in the discussion of the films. This is a perceptive book that will be relevant
for students and specialists of Argentine film.
Matt Losada is the author of two publications. In Before Bemberg: Women Filmmakers in
Argentina (New Brunswick: Rutgers University Press), x+185 pp., Losada examines films made
by Argentine women filmmakers before the 1980s—the decade María Luisa Bemberg started her
directorial career. Approaching these female directors as auteurs but also recognising their
marginality, Losada seeks to recuperate their work and reintegrate them into film history. To that
end, he devotes the first chapter of his book to providing a panoramic view of women’s
participation in creative roles in the cinema industry from the 1910s to the 1970s. The second
chapter explores three films by Eva Landeck, paying particular attention to the themes of social
conflict and state violence. The last chapter focuses on feminism in film through the work of
Vlasta Lah, María Herminia Avellaneda, and María Elena Walsh. The volume is an important
work of scholarship that sheds light on an understudied area of Argentine cinema. In ‘Muchacho
que vas militando: Stardom, Youth Culture, and Politics in Palito Ortega Films (1970–1975)’,
Journal of Latin American Cultural Studies, 29:109–131, Losada explores nationalism and youth
culture in Argentina through the figure of Palito Ortega during the period 1970–1975. He argues
that Ortega’s characters typify traditional values of family, religion, and nation. With the return
of Juan Domingo Perón to Argentina in 1973, Losada notes that Ortega’s characters align
themselves with the ideology of the Peronist Right.
The theme of Peronist propaganda is discussed in Luigi Patruno, ‘The City Evita Built.
Cinematic Childhood and Peronism in Luis César Amadori’s Soñemos (1951)’, Journal of Latin
American Cultural Studies, 29:63–84. The essay presents an analysis of Amadori’s docudrama
Soñemos in which both the figure of Eva Perón and the Eva Perón Foundation play a significant
role. Patruno rightly points out that docudramas like Soñemos boosted Juan Domingo Perón’s
second presidential campaign because they promoted social justice.
J.J. Peralta, ‘Documentando la autovigilancia y los afectos religiosos’, Enfoques, 13:119–133,
discusses the link between Evangelicalism and prison discipline in the documentary film Unidad
25 (Alejo Hoijman, 2008). Peralta analyses the connection between shame and religious love in
the Evangelical prison featured in the documentary. This is a timely article that can be of interest
to scholars of film and religion.
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Performance and space merge together in Anahí Guadalupe Pagnoni, ‘Cine de frontera. Una
propuesta de diálogo entre las producciones de César González y Aki Kaurismäki’, Imagofagia,
22:9–34. This comparative study is an interesting discussion of marginal characters inhabiting
peripheral urban areas of Buenos Aires and Helsinki.
Chisu Teresa Ko, ‘Tres documentales desde la comunidad coreana en Argentina’, Latin
American Research Review, 55:804–809, is a review essay that discusses three documentaries:
Mi último fracaso (Cecilia Kang, 2016), Halmoni (Daniel Kim, 2018), and 50 Chuseok (Tamae
Garateguy, 2018). The three films are self-representations of the Korean community in
Argentina, a topic that has not received the attention it deserves.
Alejandro Kelly Hopfenblatt, ‘Down Argentine Way: los remakes de películas argentinas en
Hollywood en los años cuarenta’, Secuencias: Revista de Historia del Cine, 51:101–124,
reminds us of the long-standing connection and exchange between Hollywood and Argentine
cinema. The essay focuses on the musicals You Were Never Lovelier (William A. Seiter, 1942)
and Romance on the High Seas (Michael Curtiz, 1948), which are remakes of two Argentine
films from the 1940s, Los martes, orquídeas (Francisco Mugica, 1941) and Romance musical
(Ernesto Arancibia, 1947) respectively. Through the analysis of the remakes, Kelly Hopfenblatt
sheds light on how Latin America was viewed by Hollywood in the decade of the 1940s.
The body is explored in two illuminating essays. Geoffrey Maguire, ‘Slow Waters: Marco
Berger’s Taekwondo and the Queer Erotics of Boredom’, Screen, 61:191–206 concentrates on
the queer male body. The article discusses slowness and the haptic, offering a phenomenological
reading of Taekwondo. Maguire argues that Berger queers ‘the relationship with the viewer not
only by encouraging an erotic gaze on the naked male physique but also through a cautious
deviation from the conventional formal and aesthetic registers of screening the body’ (193).
Guillermo Severiche, ‘Experiencias sensoriales, porosidad y redención en Zama (2017). Una
lectura benjaminiana del film de Lucrecia Martel’, Imagofagia, 22:266–288, is an examination of
the body in Zama. The essay establishes a link between two texts by Walter Benjamin, On the
Concept of History and Naples, and Lucrecia Martel’s film in order to study the role of sound
and images that appeal to physical sensations.
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There are two notable contributions to transnational studies. Queerness and transnationalism are
discussed in Santiago Lomas Martínez, ‘Miguel de Molina y Esta es mi vida (1952): Queerness,
transnacionalidad y censura entre España y Argentina’, Studies in Spanish & Latin American
Cinemas, 17(1):3–30. The study offers a portrait of the Spanish singer Miguel de Molina, who
was cast in the lead of the Argentine film Esta es mi vida (Román Viñoly Barreto, 1952), and
focuses on how queerness is represented in the film. Celestino Deleyto, ‘The Way of the Dog:
Truman Through the Cosmopolitan Lens’, Studies in Spanish & Latin American Cinemas,
17(1):51–72 draws on cosmopolitan theory to examine Cesc Gay’s film Truman from 2015.
Deleyto approaches the film ‘as the product of the confluence of two mobilities, those of its
director, Cesc Gay, and of its star, Ricardo Darín, in a specific location: the neighbourhood of
Las Salesas in Madrid’ (52). The article delves deep into the relationship between the global and
the local to scrutinize both the construction of space and transnational mobilities.
Jane Hanley, ‘More-Than-Human Worlds Through the Neo-Western Landscapes of Jauja and
The Revenant’, Transnational Screens, 11:155–169, is a comparative study of two contemporary
Western films that follows the ideas of posthumanism and ecocriticism to rethink colonial
histories.
The legacy of the latest dictatorship in Argentina is explored in Erika Teichert, ‘The Politics of
the Family: Psychoanalysis and Neoliberalism in Contemporary Argentine Documentary
Cinema’, Journal of Latin American Cultural Studies, 29:271–289. Drawing on psychoanalysis
and neoliberalism, the study concentrates on subjective documentaries that portray the self in
relation to the family to reconceptualise the intimate as political.
Ana M. Fernández, ‘Una lectura sociocrítica sobre minoriédad y resemantización docente en
Shunko de Lautaro Murúa (Argentina, 1960)’, Journal of Iberian and Latin American Research,
26:18–33, draws on Bakhtinian dialogism to study of how the teacher-student binary in Lautaro
Murúa’s Shunko interconnects the teacher’s national civic-homogenizing agenda and the pupils’
dialogical intention. Fernández offers an in-depth analysis of the film to show how the Argentine
state has failed to acknowledge the cultural identity of indigenous populations.
[H4]Bolivia.
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Gabriela Zamorano Villarreal, ‘Indigeneity, Race, and the Media from the Perspective of the
2019 Political Crisis in Bolivia’, Journal of Latin American Cultural Studies, 29:151–174, is an
examination of race and indigeneity in audiovisual and digital media during the 2019 postelectoral period that saw the resignation of President Evo Morales. The article introduces the
Plurinational State, a project promoted by the Movimiento al Socialismo (MAS) in 2006 that
envisaged Bolivia as a nation in which the self-determination of the indigenous nations
inhabiting the country as well as their collective and territorial rights were officially recognised.
By focusing mainly on the role of social media during the aforementioned period, Zamorano
Villareal contrasts the negative representation of MAS sympathizers on digital platforms with the
positive portrayal of the Right. She notes that social media at the time promoted the idea of the
‘permitted Indian’, coined by Silvia Rivera Cusicanqui, and was detrimental for the plurinational
project. This is a timely article that sheds light on the tight relationship between social media and
politics.

[H4]Chile.
Vania Barraza and Carl Fischer, Chilean Cinema in the Twenty-First-Century World (Detroit:
Wayne State University Press), xii+375 pp., take a refreshing approach to the analysis of modern
Chilean cinema by exploring ‘the disjuncture between the foreign and domestic reception of
Chilean films with international orientations’ (2). Accordingly, one of the central points of the
book is to examine the tension between the local and the global. Fourteen essays grouped into
five sections make up the book. The first section surveys the international and domestic markets
for distribution, exhibition, and consumption of Chilean film; the second section explores horror
and martial arts films to show how they dialogue with Hollywood; the third section addresses the
adaptation of Chilean films abroad; the fourth section focuses on the role Chilean cinema has had
in transnational debates on gender identity; and the final section is devoted to memory.
Gustavo Caravajal, ‘Raza, memoria y políticas de representación en El botón de nácar (2015)’,
Studies in Spanish & Latin American Cinemas, 17(1):73–93, provides an interesting approach to
the study of Patricio Guzmán’s documentary. The essay questions whether indigenous people
from southern Chile are represented as Others or not. Following Gayatri Chakravorty Spivak’s
famous essay, ‘Can the Subaltern Speak?’, Caravajal argues that Guzmán does not allow the
8

indigenous people speak, but habla por ellos instead, an issue that is criticised in the text. As
Caravajal explains, Guzmán exploits the extermination of the indigenous peoples to further
another political agenda, the human rights violations under the regime of Augusto Pinochet.
Laura Jaramillo, ‘Ritual, Cult Spectatorship, and the Problem of Women’s Flesh in Alejandro
Jodorowsky’s Midnight Movies’, Feminist Media Histories, 6:172-206, is a well-researched
essay that examines Alejandro Jodorowsky’s film El Topo (1970) and the cult following
associated with the film. Jaramillo offers a detailed explanation of how El Topo became a cult
movie in New York in the early 1970s. Through the lens of feminist critique, she explores the
misogynist violence presented in this psychedelic Western, and in Jodorowsky’s pánicos
efímeros, arguing that such violence is central to the category of cult.
[H4]Colombia.
Juliana Martínez, Hunting Without Ghosts: Spectral Realism in Colombian Literature, Film, and
Art (Austin: University of Texas Press), vii+220 pp., includes a chapter on haptic modes of
perception in three Colombian films, La sirga (William Vega, 2012), Violencia (Jorge Forero,
2015), and Oscuro animal (Felipe Guerrero, 2016). Following Gilles Deleuze and
Félix Guattari’s concept of the haptic, Martínez proposes that these films ‘foreground the
unsettled and unacknowledged plea for justice of the specter and create spaces where the
(physical, symbolic, and sexual) violence that underlies the appropriation of rural lands that fuels
the Colombian armed conflict can be not so much seen as intensely felt’ (78). In her close
readings of the films, then, Martínez connects haptic perception and spectral realism to
demonstrate that Colombia is still struggling to come to terms with its violent past because
justice has not been served. Of great importance is Martínez’s point of the grammar of the films
discussed as they encourage the critical involvement of the viewers. The chapter, which has a
solid theoretical framework, is an absorbing piece that will be equally relevant for students and
researchers of Colombian cinema.
Carolina Rocha, ‘Debilitamiento biopolítico: afrocolombianos en Manos sucias (2014)’, Journal
of Iberian and Latin American Research, 26:54–68, relies on Jabir Puar’s concept of debility to
examine Manos sucias (Josef Kubota Wladyka, 2014), a film that portrays the hard lives of AfroColombians in the Pacific coast. Rocha notes that in the film the characters are exposed to
9

economic, cultural, and social debility. This is an engaging essay that examines the vulnerability
and subordinate position of Afro-Colombians in Colombian society. Rocha offers a detailed
analysis of the reasons behind Afro-Colombians’ debility in Manos sucias, namely their race,
their lack of opportunities, their economic disenfranchisement, the absence of the state in the
region, and the violence that engulfs their community. This is a compelling study that equates
Afro-Colombians’ social standing with modern slavery.
[H4]Costa Rica.
The theme of community is examined in Greg C. Severyn, ‘Bars, Banality, mierda and Love:
The Struggle for (Comm)unity in the Costa Rican Film El regreso/The Return (2011)’, Studies in
Spanish & Latin American Cinemas, 17(1):131–50. Relying on Julia Kristeva’s concept of the
abject, Michael Billig’s banal nationalism, and Laura Podalsky’s politics of affect, Severyn
argues that the film has ‘the capacity to transform (comm)unity into community’ (33) despite its
socio-political disengagement and the portrayal of bars and excrement in the narrative. Of
particular interest is the article’s discussion of how the notion of community transcends the film
as the funding of the post-production phase was carried out thanks to the crowdfunding platform
Kickstarter.

[H4]Cuba.
Cuba’s agency in terms of international solidarity is discussed in Jacqueline Loss, ‘Posthumous
Reconciliation: 21st century Cuban-Soviet-North American Filmic Collaboration’, Transnational
Screens, 11:18–33. The essay addresses the Cuban-Russian and the U.S.-Cuban relations in the
films Sergio & Sergei (2017), directed by Cuban Ernesto Daranas and Un Traductor (A
Translator, 2018), directed by Cuban Canadian brothers Sebastián and Rodrigo Barriuso.
According to Loss, ‘the films advance idealized versions of the Soviet male or Sovietized Cuban
as well as “old-fashioned” values of solidarity in the face of a more sinister present of seemingly
permanent ideological and ecological crises’ (19).

Volume 17, number 3, of Studies in Spanish & Latin American Cinemas includes a dossier
dedicated to Carlos Lechuga’s Santa y Andrés from 2016, a Cuban film that due to its political
theme has been banned in Cuba. Of particular interest is that the repression experienced by the
10

main character in the film was also lived by the director. The dossier offers new scholarship on
the film and functions as a repository of different sources and approaches to the film. Dunja
Fehimović and Ruth Goldberg, ‘Santa y Andrés: A Dossier’, 377–382, provide an informative
introduction to the dossier, an overview of the film, and a clear explanation of the debates around
the film. Zaira Zarza, ‘“I Want to Watch Movies”: Film Activism and Cuban Screens’, 383–395,
discusses the issue of film censorship in Cuba and the exclusion of Santa y Andrés from the 38th
International Festival of New Latin American Cinema in Havana. Zarza also explores ways of
resisting media control in Cuba by charting the role of Muestra Joven—a platform devoted to the
support of filmmakers and the promotion of Cuban films—as well as that of El Cardumen—a
community of young independent filmmakers who are very active on social media. Ruth
Goldberg, ‘Seeing the Light in Santa y Andrés: Metaphor, Myth and Historical Ambivalence’,
397–408, asks: ‘what is the function and resonance of the Abakuá íreme or ‘diablito’, the
costumed figure who appears suddenly, without explanation, in the middle of this film about the
repression of a gay Cuban writer in the post-Mariel era? What might the íreme be signalling us to
notice? What does it signify?’ (398). To address these questions, Goldberg explores Abuaká
mythology and argues that the sudden appearance of the Abakuá íreme leads the audience to
consider the cycle of social progress and regression in Cuban society. This is an interesting
article that deals with the unsolved traumas of Cuban history, such as the persecution of gay
writers. Dunja Fehimović, ‘Ethics, Hospitality and Aesthetics in Fresa y chocolate/Strawberry
and Chocolate (Gutiérrez Alea and Tabío 1993) and Santa y Andrés/Santa and Andrés (Lechuga
2016)’, 409–425, draws on the work of Emmanuel Levinas and Jacques Derrida on ethics and
hospitality respectively to argue that Santa y Andrés enacts a more ethical potential encounter
with the Other than Fresa y Chocolate. Fehimović engages in a thorough discussion of how the
films thematize ethical responsibility and enact hospitality to conclude that ‘Santa y Andrés
confronts the viewer with the ways in which hospitality is conditioned by its context, provoking
a more meaningful reflection on the ethical response to the Other as simultaneously necessary
and impossible’ (422). Lauren Peña, ‘Revolutionary Ruralities: Spaces of Surveillance and
Exclusion in Carlos Lechuga’s Santa y Andrés (2016)’, 427–442, is a study of the rural space in
Santa y Andrés. Peña argues that the film questions the representation of rural Cuba as a
revolutionary space. Instead, the director presents it as ‘a space of dissidence, exclusionary
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practices and pervasive surveillance’ (429). Of great importance is her discussion of masculinity,
exclusion, and the manly woman.
[H4]Ecuador.
Lizardo Herrera, ‘Selva, autonomía y vida plena: el documental ecuatoriano en la Amazonía’,
Revista Iberoamericana, 86:315–328, explores an ongoing debate regarding the conflict between
extractive capitalism and the livelihoods of indigenous peoples. This relevant study covers the
documentaries Nariz del diablo (José Yépez López, 2013), Taromenani: el exterminio de los
pueblos ocultos (Carlos Andrés Vera, 2007), Los descendientes del jaguar (Eriberto Gualinga,
2013), La consulta inconsulta (Tania Laurini and Julián Larrea, 2013), and Secretos del Yasuní
(Carlos Andrés Vera, 2014) to highlight the detrimental impact that the capitalist policies
promoted by the government of Rafael Correa Delgado had on the autonomy of indigenous
populations and the environment in Ecuador. Herrera makes a point of including the opinions of
various indigenous leaders, who express their concerns. The article concludes by introducing the
French historian Jérôme Basquet’s words on how to overcome capitalism, namely ‘con una
mirada desde abajo, desde la capacidad de los colectivos concretos para auto-organizarse y
abrirse a la pluralidad de los mundos que tejen la red planetaria’ [with a view from below, from
the capacity of the specific collectives to organise themselves and to open up to the plurality of
the worlds that weave the planetary networks] (327).
[H4]Guatemala.
The theme of oppression of indigenous people is explored in Carolina Rocha, ‘Agencia femenina
indígena en Ixcanul (2015) de Jayro Bustamante’, Bulletin of Spanish Studies, 97:1673–1691.
The essay shows that despite the positive reviews, Jayro Bustamante’s film provides a
pessimistic view of the protagonist’s attempts to break free from oppression. In her insightful
and in-depth analysis, Rocha shows how the feminine agency of the protagonist—a Mayan
female adolescent by the name of María—is suppressed by both deep-rooted family traditions
and a capitalist system that relegates her and her family to the status of second-class citizens in
their own country. This is a poignant example of an ever-growing corpus of the child in Latin
American cinema.
[H4]Mexico.
12

Maricruz Castro Ricalde, ‘Rumberas, pero decentes: Intérpretes cubanas en el cine mexicano de
la edad dorada’, Hispanic Research Journal, 21:70–89, focuses on the Cuban actresses who
appeared in rumbera films—a Mexican film genre in which prostitutes are redeemed by exotic
dances—during the Golden Age of Mexican cinema. Castro Ricalde proposes that to fit in
Mexican society these actresses took every opportunity to construct a public image that was the
opposite of their film roles. The article also suggests that performing the role of the traditional
Mexican woman in their private lives was a way of navigating patriarchy.
The theme of indigeneity and ethnographic cinema is explored in two articles. Ariel Zatarain
Tumbaga, ‘Indios y burros: Rethinking “la India María” as Ethnographic Cinema’, Latin
American Research Review, 55:759–772, traces the origins of the comic character “la India
María”, performed by actress María Elena Velasco, through the lens of ethnographic film.
Tumbaga’s focus is on Fernando Cortés’s Tonta, tonta, pero no tanto from1972 to look at how
the film adopts ethnographic cinema’s representative conventions of indigenous speech,
behaviour, and intelligence, as well as the issues of culture clash and the animalization of
indigenous people. Mónica García Blizzard, ‘Framing Indigeneity in Early Ethnographic
Mexican Film: An Analysis of Peregrinación a Chalma/Pilgrimage to Chalma (Díaz Ordaz
1922)’, Studies in Spanish & Latin American Cinemas, 17:311–330, proposes that Díaz Ordaz’s
ethnographic film exposes the viewer to the early post-revolutionary indigenismo-mestizaje,
which ‘sought to appropriate aspects of indigenous cultures, but not reify indigenous
subjectivities’ (328). Aside from providing a textual analysis of the film, García Blizzard
provides a historical contextualization of the post-revolutionary period, a discussion of the
ideology of indigenismo, and the function of ethnographic film to Othering the indigenous
peoples in the indigenismo-mestizaje project.
Volume 17, number 2, of Studies in Spanish & Latin American Cinemas emerged from the lack
of studies devoted to Mexican documentary cinema in the 20th century. Claudia Arroyo Quiroz,
Álvaro Vázquez Mantecón, David M. J. Wood, and Ana M. López, ‘Forgotten Cinemas: The
Institutional Uses of Documentary in Twentieth Century Mexico (1930–80)’, 161–172, state that
the aim of the special issue is to propose new research questions about documentary film and
provide new insights into documentary practices in Mexico. The article, on the one hand,
introduces the concept of ‘useful cinema’ to refer to the ways in which Mexican institutions used
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non-fiction film during the period 1930–1980, and on the other, explains the reason behind
grouping the articles into two distinguishable categories: those that discuss films by state
institutions and those that study films influenced by leftist militant thought. Tania Celina Ruiz
Ojeda, ‘El Noticiario C.L.A.S.A., órgano de difusión gubernamental (1934–52)’, 173–192,
examines the relation between the production company Cinematográfica Latinoamericana S.A.
(CLASA), one of the most important producers of Mexican cinema of the Golden Age, and the
Mexican state. Ruiz Ojeda maps the history of the company, starting with President Lázaro
Cárdenas del Río (1934-1940), who saw in CLASA a means to disseminate propaganda. She
argues that CLASA’s newsreels not only reflected the political processes but were also part and
parcel of such processes. David M. J. Wood, ‘Docudrama for the Emerging Post-War Order:
Documentary Film, Internationalism and Indigenous Subjects in 1950s Mexico’, 193–208,
focuses on the film unit at CREFAL, the Regional Fundamental Education Centre for Latin
America established under the aegis of UNESCO in Pátzcuaro, Mexico. Through the analysis of
the documentary film World Without End (Paul Rotha and Basis Wright, 1953) sponsored by
UNESCO and produced at CREFAL, Wood seeks to demonstrate that ‘audio-visual education at
CREFAL in the 1950s was a site of tension between differing conceptions of how international
institutions, the Mexican federal government and indigenous communities should interact, and of
what form the production and exhibition of documentary films in this context should take’ (195).
Claudia Arroyo Quiroz, ‘El uso del cine en la política indigenista mexicana: El cine del Instituto
Nacional Indigenista (INI) de su primera etapa (1956–70)’, 209–231, explores the work of the
Instituto Nacional Indigenista through the analysis of three documentary films produced by this
institution between 1956 and 1970. Arroyo Quiroz proposes that the Instituto Nacional
Indigenista resorted to film to promote its agenda, thus aligning itself with other state institutions
that also employed film to justify their actions. The use of voice over in the films is examined as
a way of giving a voice to the indigenous peoples and making their languages know to the
viewers. Ana Daniela Nahmad Rodríguez, ‘Mexicans in Nicaragua: Revolution and propaganda
in Sandinista documentaries of the University Center for Cinematographic Studies (CUECUNAM)’, 233–251, concentrates on Mexican filmmakers who contributed to the production of
films that would serve as testimony and political propaganda of the 1979 Sandinista Final
Offensive in Nicaragua. The essay pays particular attention to the films by the Mexican
filmmaker Adrián Carrasco Zanini Molina, who produced several documentaries about the
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Sandinista Revolution while working as a correspondent in Nicaragua. María Rosa Gudiño
Cejudo, ‘Francisco del Villar y Sagitario Films: Episodios para una historia del documental
institucional mexicano, 1950–70’, 253–269, concentrates on the Mexican filmmaker Francisco
del Villar, who was hired by such government institutions as the Ministry of Health and
Assistance, National Railways, Petróleos Mexicanos, and the Mexican Institute of Social
Security to make documentaries for educational and propaganda purposes. However, the study
also points out that, by featuring, among others, teachers, healthcare workers, and social workers
at work, del Villar’s documentaries bridges the gap between the Mexican state and Mexican
citizens. Alejandro Gracida Rodríguez, ‘La criminalización de las juventudes rebeldes en la
Revista Fílmica Cine Mundial, una aproximación al periodismo cinematográfico mexicano,
1956–68’, 271–287, provides a good overview of the Cine Mundial newsreel and studies how
this newsreel condemned rebellious youths. Gracida Rodríguez argues that the newsreel
legitimised the repressive policies towards youths during the 1950s and 1960s. Álvaro Vázquez
Mantecón, ‘Militancia partidista en súper 8: la política de medios del Partido Mexicano de los
Trabajadores’, 289–305, examines Super 8 films shot by the Partido Mexicano de los
Trabajadores during the 1970s and part of the 1980s, arguing that this militant cinema can be
regarded as a form of visual resistance. The essay deals mainly with two filmmakers who
collaborated with the Partido Mexicano de los Trabajadores: Sergio García and Carlos Mendoza.
[H4]Peru.
Cynthia Vich and Sarah Barrow, Peruvian Cinema of the Twenty-First Century: Dynamic and
Unstable Grounds (Cham: Palgrave Macmillan), xviii+356 pp., is the first English-speaking
edited collection on Peruvian cinema. Focusing on the impact of neoliberalism on Peruvian
filmmaking during the last two decades, the volume offers a broad panoramic view of this
national cinema. As the editors state, ‘we want to make visible not only that the decentralization
of Peruvian cinema is the most distinctive phenomenon of the period [covered by the book], but
also that film from Peru has diversified into a wide range of cinematic practices and products’
(10). Indeed, the seventeen essays that make up this book do justice to that diversification.
Divided into two different parts—market-oriented films and films outside the market—the focus
of the essays is on the comedy genre, regional and art films, and independent filmmaking.
Themes such as nostalgia, the memory and long-lasting effects of the internal armed conflict, the
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impact of neoliberalism, indigeneity, and women’s cinema are addressed in the chapters. As a
whole, this collected volume an important work of scholarship that will be relevant for
researchers and students of not only Peruvian film but also Latin American cinema.
Talía Dajes, ‘Crímenes íntimos: incesto y violencia política en el cine peruano contemporáneo’,
A Contracorriente, 3:116–142, explores incest as an allegory of political violence in three films,
Claudia Llosa’s Madeinusa (2006) and Josué Méndez’s, Días de Santiago (2004) and Dioses
(2008). The article argues that although the films do not represent the war between the state and
Sendero Luminoso explicitly, incest plays a key role in invoking the long-term effects of that war
on Peruvian society. The conclusion highlights that political violence, like incest, does not stem
from the world outside but has its roots within society.
[H4]Puerto Rico.
Cheri Robinson, ‘Residente’s “War” and the Reframing of Terror’, Studies in Spanish & Latin
American Cinemas, 17(3):331–349, concentrates on the music video ‘Guerra’, which focuses on
the plight of Syrian refugees, by the Puerto Rican musician René Pérez Joglar, known as
Residente. The article is an analysis of the three narratives that make up the video: terror,
suffering, and wealth. By juxtaposing these narratives, the artist’s intention is to ‘challenge
viewers’ potential apathy towards a cycle of never-ending wars and on-going refugee crises’
(341). Robinson offers a thorough analysis of this transnational video and shows how the Puerto
Rican artist succeeds in creating human connections.
[H4]Uruguay.
Joaquín Barriendos Rodríguez and Antonella Medici, ‘La Cinemateca del Tercer Mundo: cine y
contravisualidad en el 68 uruguayo’, Imagofagia, 22:121–139, is a study of how the Third World
Cinematheque disseminated Latin American militant cinema between 1969 and 1972. Paying
close attention to Mario Hendler’s film Me gustan los estudiantes from 1968, the study argues
that militant Uruguayan cinema played an important role in the development of Third Cinema.
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